
V.—NOTES AND DISCUSSIONS.

THE PSYCHOLOGY OP

Ma StrLLY, in his very cordial and generous review of The Power
of Sound in MIND XXTT, put forward certain objections in so clear
and compact a form as to invite reply: and though I can scarcely
hope here to make any positive addition to my side of the case, or to
be more convincing in a brief Note than in a long book, there
may be some advantage in embracing the views attacked in a succinct
statement, and pointing out where and how (as it appears to me) the
attack leaves the gist and strength of my arguments untouched.

Mr. Solly's main difference from me lies in his refusing to recognise
the unique and independent character which I attribute to what I have
called ' the musical faculty,' and the consequent impossibility of ob-
taining ultimate or even approximate explanations of its actions and
verdicts, and of the more distinctive sort of musical impressions; ' the
hopelessness' (to quote my preface)' of penetrating Music in detail,
and of obtaining, whether in objective facts of structure or in fancied
analogies and interpretations, any standpoint external to the actual
inward impression, from which to judge it,' from which to measure
and account for its presentation in any particular case of a charac-
teristic pleasure-giving quality. The faculty to which I refer the
perception of this quality Mr. Sully regards as an " unnecessary dens
ex machind," brought in to cut "the knot of an aesthetic problem ad-
mittedly complex and difficult, but likely (he thinks) to yield, with-
out any such hypothesis, to the further progress of psychological
investigation.

Now I must observe, to begin with, that there is a sense in which,
and a point up to which, the ' faculty' and its uniqueness and inde-
pendence would, I can hardly doubt, be admitted by Mr Sully; and
that for an immense amount of the various positions and arguments
connected with it in my book (e.g., in respect of the relations of Music
to the other arts, and of its popular possibilities), that sense would be
amply sufficient. Quite apart from abstruse psychological problems,
and simply taking ' musical faculty' as I have denned it, to denote
the ability to construe and enjoy a number of successive tones as a unity
or single and reragnisaUe bit of melodic form, it is merely a name for
a particular power which two persons, alike in all other respects of
taste and temperament, may differ by the whole extent of possessing
in perfection and not possessing at alL And in the broadest and
most obvious of all musical facts, the impossibility of connecting the
possession of this faculty with any other particular characteristics,
moral, intellectual, or even artistic, a uniqueness and independence of
a very remarkable kind is surely established. For this remarkable
fact, which belongs not to scientific research but to the most ordinary
observation, I find a basis (and an explanation, so far at any rate as
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90 Notes and Discussions.

things are explained by being referred to something more ultimate
and fundamental than themselves) in that more precise view of the
uniqueness and independence of the musical faculty which results
from a careful examination of the exact work it performs, of
the characteristics of the special ' forms' with which it deals. Each
of these forms consist of a particular set of accurate fama-measuremente
fused into combination with a particular set of accurate ̂ tte/i-measure-
xnento, of which latter the ear aione among the senses can take cog-
nisance. Here again I do not understand Mr. Sully to differ from
ma In the sense and in the degree in which these proportions of
melodic form differ essentially from all visual and tactual proportions
(for the proof how complete the difference is I must refer to my 7th
and 8th chapters), in that sense and in that degree the faculty which
takes cognisance of them has a unique and independent character.
There need be no more difficulty in admitting so much than in ad-
mitting that the rationale of tone-relationship propounded by Helm-
holtz finds no parallel in connexion with the eye or the other sense-
organs.

Bnt now we come to the point of parting. Admitting (as I imagine
he would) the uniqueness and independence up to the point indicated,
Mr. Sully would still refer the characteristic pleasure of melody to
discovered or discoverable laws and conditions lying outside of
the particular operations in which the faculty follows and surveys
the proportions presented to it To him the uniqueness and inde-
pendence of the faculty are not of so fundamental a sort, but that the
most characteristic and individual effects of its exercise may be shown
to have their root and essence in something more general than itself,
in regions of idea and emotion external to that exercise, and which
that exercise is a mere means of presenting or representing ; the various
actions of the faculty, as brought to bear on the various objects pre-
sented to it, being in fact but the turnings on of so many taps to these
various reservoirs, where the act of turning is simply a means, and
contributes no essential and independent ingredient to the esthetic
result.

Now, in respect of their general influence on Music, I have attached
very great importance to those external regions of idea and emotion
on which Mr. Sully dwells: but I am unable to connect them as he
does with what I have called the most characteristic and individual
effects of Music; and I proceed now briefly to develop what I mean
by these italicised phrases. For it is just in this distinction between
the general and the individual qualities of Music that the kernel of
the difference between Mr. Sully and myself lies: in this distinction
also lies the key of my whole argument: and I have therefore no re-
source but to try to suggest in a few pages what it needed as many
chapters properly to elucidate.

I have urged again and again (especially in my 5th and 10th chap-
ters) that the central fact and problem of Music lies in the shortness
of the melodic forms in which the maximum or minimum of beauty
may appear; in other words, in the extraordinary difference of pleasure-
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giving quality which, to any given person at any given time, may be
presented by two bite of form each comprised within the narrowest
limits. Till this fact is faced, it is worse than useless to go on and
imagine we are getting nearer to the root of the matter by considera-
tion either of the sensuous effects of mere sonorous impression on the
nervous system, or of the artistic aspects of large compositions,'such
as their wide variety, happy contrasts, finely balanced parts, and so on.1

And the fact, in itself so startling, has at any rate the advantage of giving
us extremely definite touch-stones by which to try the various explan-
ations of melodic impressiveness which have been offered. If any
proposed explanation fails hopelessly when confronted with this cen-
tral fact; if its terms are found to apply equally to two forms which
differ by the whole extent of giving consummate pleasure and giving
no pleasure at all; it cannot be in any way what it professes to be,
viz., an explanation of the pleasure.

Of such professed explanations three stand out pre-eminent:—(1)
that of discoverable points of structure, whether in matter of order
and symmetry or of freedom and contrast, which may be connected
with recognised general laws; (2) that of suggestion of physical move-
ment or of physical impulse; (3) that of suggestion of the cadences of
emotional speech, I must be satisfied here with the briefest reference
to the arguments and examples by which I prove (as I conceive) the
utter inadequacy of all of them.

First, as regards order and discoverable principles of adjustment,
there are of course certain conditions of orderly structure which must
be observed under pain of producing incoherent gibberish; but in
Music these are so wide as to cover similarly the very cases whose felt
difference is the thing to be accounted for. No induction of points
of structure will yield us any law or laws, external to the single un-
analysable impression in each case, which shall serve to separate suc-
cessions of tones which give pleasure from others which give none.
In my 9th chapter I have shown how little the element of order dis-
played in the material of Music, in tone-relationships and scales and
so on, will account for degrees of beauty in melodic ' free forms'; and
in my 8th chapter I have given instances of pairs of such forms, good
and bad, in not one of which ' is a single technical point presented
which could be for a moment mentioned as differentiating the good
from the bad, or forming the slightest basis for an induction on the
subject Nor are the words good and bad here meant to refer to any

1 It may save confusion to point out that in discussing the characteristics
of these aspects of musical timbre and of large structure, and their res-
pective relations to the short individual and closely organic combinations
in which I find the fundamental fact of the musical art, I have frequently
called the former general as compared with the latter; but that the general,
opposed to the individual, characters discussed in this Note are those found
in the ihort combination* themtelvet, and are such as, translated into the
domain of vision, e.g. of faces, would amount to the possession of human
features and expression, as distinct from the possession of beauty or special
pleasure-giving quality.
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acknowledged classification. Any individual, whatever his taste, who
among the tunes he knows discriminates those which give him plea-
sure from those which do not, will find it entirely hopeless to form
any generalisation of structural features which are present in the
former and'absent in the latter'. On this point Mr. Sully says: "The
element of order in one of those vulgar and wearisome tunes which
Mr. Gurney rightly despises after all counts for something, as might
at once be seen by contrasting it with an unordered sequence of notes".
Of course it counts for something, in the sense that it is a condition
of the notes being comprehensible, construable as a unity; but being
found in forms which are either neutral or negative as regards plea-
sure-giving quality, I fail to see how it can count for anything what-
ever as a distinction between the pleasurable and the non-pleasurable.

So much for orderliness of structure: as regards freedom and con-
trast, I must refer for my own views to my 10th chapter, § § 8 and 9,
but must devote some words here to Mr, Bully's criticism. Among
the conditions of the "distinguishing beauty" of "admittedly beau-
tiful melody," he says that " something may be set down to discover-
able elements of form, as that very freedom which Mr. Gurney
appears to look on as something inexplicabla The charm of a good
deal of the best music is due, and is consciously referred, to some
striking departure from familiar directions, which however is at the
same time not otherwise disagreeable. I t is curious, by the by, that
in an art which owes so much to a perception of individoal fresh-
ness, Mr. Gumey nowhere assigns any {esthetic value to the humble
quality of novelty." In saying that I assign no sesthetic value to
novelty, Mr. Sully can hardly mean that I have not dwelt sufficiently
on individuality or novelty as a characteristic of fine musical motive, that
being a point which I have very specially emphasised.1 All that he
can mean is that I do not regard, the freedom and novelty felt in such
motives to be properly an explanation of their effect. I certainly do
no t ; it is part of the effect to be explained, or as I think not to be
explained. I t is a quality which can be perceived and judged of only
from within the action of the musical faculty in following and sur-
veying the particular set of proportions. Precisely what has been
said in reference to the pleasure-giving quality in general applies to
this particular sub-quality. No look of notes on music-paper, no
analysis of structure, no computation of numerical relations, will estab-
lish any sort of condition or set of conditions applicable to combina-
tions which present freedom and novelty, and not to others which

1 To quote two instances out of many—' The forms, when they occur,
and so far as they are impressive, are each new and unicjue things, not like
new expressions or postures, or alterations and reminiscences, of known
things : each fresh melodic presentation which is profoundly felt is felt as
till then wholly unknown'. 'The primary requisite, both in simple and
elaborate musical work, is that it shall contain motives of individuality as
well as beauty ; for of Music more truly than of anything else may we say
with Bacon " there is no excellent Beauty that hath not some strangenesse
in the proportion ".'
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present triteness and tameness of movement If in a sense it is legiti-
mate to say that a motive is beautiful because it is free and novel, we
then immediately ask, Why do we call it free and novel 1 and the only
answer is that the musical faculty finds it so. When Mr. Sully goes
on to speak of beauty as " guaranteed when the degree of agreeable
divergence from the common run of compositions reaches a certain
height, provided always that it is in itself a worthy and sufficiently
complex result," the words scarcely look as if he were keeping steadily
before his imagination the typical case to the test of which I must in-
sist on bringing, in the first instance, every explanation of melodic
beauty, the case of perfectly short and simple forms. Where and
what is the " agreeable divergence " or the " striking departure from
familiar directions" in Dove Sono, or in Schubert's ForeUe, with its
perfectly naive and obvious strains, »uch as a child might pick up in
a moment, and its simple alternations of tonic and dominant har-
monies,—a tune of absolute commonness, were it not that the musical
faculty pronounces it of extraordinary rarity 1

In respect of structure, then, of discoverable principles of order or
of freedom under conditions of order, we do not get an explanation
even in that most limited sense of inductive laws shown by observa-
tion to embrace and coincide with the pleasure-giving cases; much
less a true explanation of their peculiar pleasure-giving quality. Next
as to physical movement. Mr. Sully says : " I do not see that Mr.
Gumey's idea derives mnch support from the contention that the ideal
motion of music is something sui generis, for surely there is some
analogy between the form-yielding motion of music and the form-
yielding movement of an object in space". I have devoted much
space to an examination of the analogy of musical movement both to
bodily movement and impulse and to external movement in space,
and of all that it involves. What it does not involve is, most clearly,
the solution of our central problem—why, namely, of two brief com-
binations of notes which are exactly on a par in respect of this
analogy, one gives the maximum of pleasure and the other none at
alL In the present instance I need not dwell further on this fact, as
it is not as specially bearing on that central problem that the topic is
introduced by Mr. Sully; but its bearing on the uniqueness of the
musical faculty cannot be altogether passed over. I have, in my 8th
chapter, attempted to show how little the movement of an object in
space can be truly called ' form-yielding,' in comparison with melodic
movement I can quote but a single fragment ' The progressive
form, the Ideal Motion, of which each step is necessary to the whole—
which is organic by dint of the relation of each component part to
others, some of them separated from it by a very appreciable interval
of time and, it may be, by a large number of intervening units of
tone—is wholly due, as we have seen, to the fusion with rhythm of
the ^TtteA-element in which tone-relationship is the all-important
feature. This is the sort of form, unchangeable in each case, along
which we pass in glad compulsion. No similar necessity, no true
organism, could ever be discerned in the sequence of movements of

7 *
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94 Notes and Discussions.

the Professors' (Professors Perry and Ayrton's) ball, however graceful
and various. The eye might have its negative requirements, and re-
fient irregular angularities of direction and violently sudden changes
of pace; but the positive faculty of linking a long series of the
swiftly vanishing impressions into a unity, that faculty which the
unique sense of tone-relationship alone makes possible in the case of
the ear, has no possible analogue in the case of vision, in the absence
of any similar means of correlating the elements of a visual series'.
This being so, I do not see how any one can deny the faculty to be sui
generis, unless he is prepared to contend that other faculties than the
musical, or other senses than the auditory, can take cognisance of piteh-
relations. The musical faculty is at any rate sui generis to the extent
of apprehending and alone apprehending this sort of motion; and Mr.
Sully seems here to be implicitly denying it that amount of unique-
ness and independence which at the beginning of this paper I credited
Vn'in with accepting, and which seems necessarily involved in the simple
fact that A picks up and remembers a tune which to B is a mere for-
tuitous succession of sounds. The same remark applies to his next
sentence : " Nor do I think that the idea of a unique faculty is greatly
aided by the supposition of a special cogency in musical sequence,
which I suspect is very much a matter of custom general or special
(where the melody has become familiar ,̂ and depends on the fact, too
lightly touched on by Mr. Gurney,1 that melody is essentially a re-
sponse to a continually renewed attitude of expectant attention". I
should find here, no doubt, a more particular point of difference if
Mr. Sully means that the cogency of a fine motive may not be felt
quite as much on the first as on the twentieth hearing; for by cogency
I simply mean the sense that alteration either of notes or rhythm
would destroy the individual organism. But so far as this is accepted,
it connects iteelf with a sort of uniqueness in the apprehending faculty
which I should have thought indisputable, whatever view might be
taken on that further question of the influence of external references
•which I have regarded as the chief one in dispute between Mr. Sully
and myself.

To return now to that question, the remaining region of external
reference which awaits discussion is that of Speech. Here again, as in
the case of physical movement, I have carefully dwelt on the general
influence of Speech on Music-. To quote only a few sentences, I say
that though 'every argument based either on structure or feeling
confutes the idea of special relationships between the actual progres-
sions of sound in the two cases,' yet ' the general bearing of speech
on melody is none the less important; to it is due the vivid effect,
which a fine melody produces, of being something said—a real utter-

1 It would be absurd to complain of a critic, especially so candid and
conscientious a critic as Mr Sully, for not recalling every sentence in a long
book. But as a matter of fact I have more than once emphasised this par-
ticular point, and have included it (p. 176) in my list of the seven chief
general characteristics of melody.

7 *
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once of transcendent significance. So prominent is this characteristic,
that the impulse to project some sort of personality behind melodic
strains seems absolutely irresistible. . . . The fact that I seem to
myself to use that word' (utterance) ' in a literal and not a meta-
physical sense in respect of melody, is an instinct which I cannot get
behind, and which can only be entirely .realised by those who share i t
A splendid melodic phrase seems continually not like an object of
sense, but like an affirmation; not so much prompting admiring
ejaculation as compelling passionate assent. The delusion, if delusion
it be, seems quite explicable by the general association with speech,'
and so on. But in this instance of speech, I have gone much beyond
the admission of this most general influence. Though in my chapter
on ' The Speech-theory,' I have opposed to the utmost Mr. Spencer's
view of a close and special connexion between musical cadences and
speech-cadences, on which he bases the whole emotional effect of
Music, I have attributed to speech a large share of the production in
Music of definite nameable expressions, as tranquil, vivacious, capri-
cious, and so on. Mr. Sully says : " Mr. Gurnets argument against
Mr. Spencer is, I think, conclusive up to a certain point. Un-
doubtedly the resemblances between music as we know it and speech
are not close ; undoubtedly different kinds of emotional speech some-
times have the same musical qualities. Nevertheless this does not
disprove the contention that, in a general way, music represents vocal
utterance (a fact indeed which Mr. Gumey concedes); or that a par-
ticular melody tends to call up certain groups of feelings rather than
others." I agree with the second member of the last sentence quite as
much as with the first (which indeed I should word much more
guardedly). I have devoted a long chapter (chap. 14) and many
examples to the elucidation of these 'groups of feelings,' and of the
definitely expressive qualities of music It is true that I have referred
these qualities not so much directly to speech as to facts of physical
impulse and gesture, these being of a more universal and fundamental
nature. But not only have I (at the end of the chapter on ' The
Speech-theory') given speech special credit for certain more or less
definite sorts of effect, in connexion with which I would fully accept
Mr. Bully's description of musical beauty as 'often inextricably bound
up with obscure suggestions of feeling' ({.e., of feeling knowable aild
nameable outside Music); but I have said—' All those features of
physical motion mentioned in the 14th chapter as having their
counterparts in Music, which, as we saw, is able to suggest definite
emotions so far as physical motions are themselves expressive of such
emotions, may naturally be presented in speech. And the connexion
of Music with the presentation of them in speech is'naturally excep-
tionally closa For first, in the use of language under emotion there
is not only the varied play of energy parallel to that which may be
manifested by muscular exercise of other sorts, but this varied play
takes effect in the actual material of Sound, and so obtains the widest
and easiest channel for association with the art of Sound. And
secondly, speech stands apart from other physical modes of expression
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in having normally a large amount of continuity,' and so on. But all
this opens up no sort of connexion between speech and our central
musical problem, which concerns a pleasure-giving or distinctively
impressive quality present in multitudes of cases where definable expres-
sive quality is either absent or present only in the widest and vaguest
way. The proof of this would only suffer by fragmentary quotation;
but I shall certainly be disappointed if any reader of my chapter on
'The 8peech-theory' remains unconvinced on two fundamental points:
(1) the general futility of attempting to connect in detail melodies—
genuine organisms the separate intervals and fragments of which give no
more idea of them than a number of scattered bricks gives of a building,
and might equally occur in melodies of the most diverse characters—
with ' that infinite and indefinite medley which, under the name of
"cadences of speech," we find talked of as a set of universally
recognised successions of tones, appropriated, one apiece, to every
shade of feeling we ever experience'; (2) the hopelessness of getting
any explanation of the individual pleasure-giving effect of melodies
from the general qualities (loudnees, rapid variation of pitch, width
of interval, &c) on which Mr. Spencer dwells; as proved by the
facts that ' the effect (a) may be absent in the presence of all his
conditions, (fi) may be present in their absence'.

We have thus glanced at the three suggested bases of melodic
beauty, one having to do with structure and order, the other two with
suggestions of concrete external phenomena, movement and speech;
and in none of the three do we find anything which will mark off for
us those successions of tone which have, from those which lack, the
particular quality presented as our central problem ; the quality of
producing, for any particular individual at any particular time, a par-
ticular impression, of which in innumerable cases no more precise
description even can be given than that it is in a unique way agree-
able. So far as any reader of my book is led to agree with me so far, I
do not think he will feel the following further argument of Mr. Sully
to be truly applicable :—" I think then that we are in a position to
divine vaguely and imperfectly where the characteristic beauty of
different compositions lies. Mr. Gurney's ably developed argument
is really telling only against the mere formalist who holds that all
beauty is resolvable into universal principles of form, and against the
mere idealist who asserts that suggested emotion exhausts the mystery
of musical charm. As against one who thinks that'musical beauty is
too complex a product to be explained by any one principle and
depends on a subtle blending of many distinct influences, his argu-
ment looks very much like a fallacy of composition:—The charm of
music is due neither to this, that, nor the other cause : therefore it is
not due to all taken together." Recalling the fact that I am beginning
at the beginning and dealing with the charm of distinct and short
melodic forms, for which the vague general phrase ' charm of music'
is a very equivocal substitute, I need only slightly expand Mr.
Bully's last sentence, to be able to endorse it without laying myself
open to any charge of fallacy:—I take two melodies, A with charm,
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B 'without;' and I say, the charm of A is not due to order, for B is
equally orderly; nor to suggestion of physical movement, for B hears
just the same analogy to physical movement; nor to suggestion of
speech, for B is just as suggestive (or unsuggestive) of speech ; there-
fore it is not due to all taken together. What it w due to (primarily
at any rate) is the fact that the notes in A go one way and the notes
in B another; that A presents one set of sound-proportions, and B
another, to the single faculty which can judge of such matters; so
that however much such A faculty may be detis ex machind, it can
hardly be deemed "unnecessary". Rejecting this simple, hypothesis
that the exercise which constitutes the perception of melodies as forms
or unities has also a prime share in the appreciation and enjoyment of
them, Mr. Sully finds what serves him at once as a solution of the
problem, and an excuse for the impassibility of making good its appli-
cation to particular cases, in the number and complexity of the elements
to which he would refer the enjoyable effect: yet this bewildering
host of subtly-fused ingredients turns out, when looked at, to reach the
not very formidable number of three, which moreover are almost as
easy to test as to count, and certain (if I am right) to be rejected on
testing.

A few words must be added as to that single range of extra-
musical association to which I have allowed high value in connexion
with the characteristic melodic pleasure; that, namely, which appears
in Mr. Darwin's theory of the primeval use of Music under conditions

1 Mr. Sally thinks that I draw a too hard and fast line between beauti-
ful and unbeautiful music "To the scientific psychologist," he saya, "there
is no such distinction. Beauty is nothing but a special accumulation of
pleasurable elements, and passes into the simply pleasant by insensible
transitions. It is, as Mr. Cycles has well said, a manning of grateful im-
pressions." This last point is certainly very generally true ; though I
must remark that a beloved melody has a most singular power of teeming
simply intense without suggesting any complex massing of various elements
of effect; and though I must persist, as shown in the text, in rejecting the
actually suggested elements en maue quite as much as separately. But as
regards the hard and fast line,dn the case of multitudes at any rate it
persists in drawing itself, for each individual, between certain bits of music
which at a particular stage of his development give him the characteristic
pleasure and those which do not In dwelling on these cases, simply as
being those which present the problem clearly and decisively, I in no way
deny the existence of an enormous number of other bits, pleasurable in
various degrees, which would bridge over the gap between the extremes.
Nor do I see how my position is invalidated, as Mr. Sully thinks it is, by
the fact of wide differences in the scope and in the verdicts of the musical
faculty in different individuals. Till we can in some way see round it,
and trace (as we never shall trace) its innermost connexions with the
organism, I do not see what right we should have to expect entire similarity
In its operations ; though I must add that with persons of ' good ear' who
have had similar chances in the way of becoming earlv familiar with the
same music, the similarity of perception and taste in this region is often
quite exceptionally close, in spite of wide difference in all other respects
of character and intellect
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of sexual excitement, and its consequent transfusion with highly
exciting emotional elementa As to this Mr. Sully says: " Is it not
surely more philosophic to say that the more recent yet far extending
ages of human convene with their vast accumulation of emotional
experience must have had at least as much effect on music as the very
remote and at the same time limited experiences of love-making among
our pre-human Jubals t Mr. Gurney may say that the link of associa-
tion is distinct in the two cases. But one may still ask whether the
pleasure given to some anthropoid ape by the exercise of his em-
bryonic musical faculty can easily be supposed to resemble in quantity
or quality the pleasure given to a fully-developed modem ear so
closely as to account for the wonderfully far-reaching transmission of
emotional effect." But he is here scarcely putting himself at my point
of view. The reason that I can accept Mr. Darwin's suggestion is
that I think it portable (though extremely difficult) to connect it with
that discriminating and autocratic character of the musical faculty,
which is to me so prime a fact both of experience and of inference.
But for this, Mr. Darwin's theory would be open (as he himself has
most candidly admitted to me) to the very same objection that I have
found to Mr. Spencer's and the other hypotheses we have been con-
sidering ; namely, that its generality wholly precludes its meeting our
point—that it could at most only help us to see why Music is emo-
tional (which, it too often is not), and not the least why certain
progressions of sound are felt as having a particular pleasurable
quality unfelt in others. I do not quite feel the weight of Mr.
Bully's remarks about the remoteness of the suggested source; or
rather, feeling their weight, I still feel that it represents only the
kind of imaginative effort which in our day is being perpetually
demanded of the evolutionist; for we are surely now familiar with
the notion of the enormous remoteness of the time, and the crudeness
of the material, from which our various mental faculties have been
developed and sublimated. I have explained (in my 6th and 14th
chapters) in what way I think the remoteness and crudeness in this
case even favourable to my application of the hypothesis: here I can
but refer again in passing to that particular fact of musical omotion
which was prominent in our discussion of the musical faculty, and in
which, though Mr. Darwin (being professedly unmusical) has not
mentioned it, the real relevance and explanatory power of his facte
seems to me to lie ; the fact, namely, that ' Music is perpetually felt as
strongly emotional while defying all attempts to analyse the experi-
ence or to define it even in the most general way in terms of general
emotions'; that it presents ' phenomena charged with feeling, and yet
in whose most characteristic impressiveness separate feelings seem as
fused and lost as the colours in a ray of white light'; which is ' pre-
cisely what is explained, if we trace the strong undefinable affection
to a gradual fusion and transfiguration of such overmastering and
pervading passions as the ardours and desires of primitive loves,' and
so on. And remembering Mr. Darwin's case of the gibbon, I see no
objection to supposing the enjoyment taken in note following note by
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our semi-human ancestors to have been akin, however little com-
parable in degree, to our enjoyment of note following note in a modern
' subject,' the embryonic strain containing in embryo that element of
musical onier which is characteristic of the developed one and is con-
spicuous by its absence in speech.

But while I do not fully share Mr. Solly's exact difficulty on this
subject, I do find a difficulty, in the application of Mr. Darwin's
theory, of the most serious kind which has never I think been recog-
nised ; or more precisely speaking, what has not been recognised ia
that Mr. Darwin's idea can be brought to bear on what I have called
the central problem of Music only by a mode of application which
involves this difficulty. For its discussion I must refer to my 6th
chapter § 7 : put in the briefest way, it lies in the process by which
contact with the emotional spring suggested by Mr. Darwin can
be supposed to be made and broken in the cases of impressive and un-
impressive melody respectively. ' There is this fundamental dis-
tinction between the relation of Association to form in the visible and
auditory regions, that in the former it is prominently connected with
special forms (notably, e.g., with the contours of faces and figures),
while in the latter i t ' (i.e., the particular and all-important range of
association suggested by Mr. Darwin) 'is connected with a special
mode of exercise^ that of the musical faculty, and not with any definite
melodic forms com mon to us and our semi-human progenitors. We have
to attribute to this faculty an independent view, an independent power
of being satisfied, a discriminating sense of proportion in virtue of
which one bit of its exercise proves immeasurably superior to another,
while holding at the same time that the satisfactory result is not fdt
in independence of the emotional flow from the associational source to
which it opens a passage, and to which the satisfactoriness or impres-
siveness as toe know it should be mainly due. This difficulty, I confess,
seems to me only less than that of leaving Mr. Darwin's suggestion on
one side.

There is one subsidiary topic on which Mr. Sully again seems hardly
to meet my point In reference to my statement (in my 1st chapter)
of the great difficulty which exists in accounting for the extraordinary
delicacy and complexity of the auditory apparatus, whether by direct
adaptation or by natural selection, he says that as regards the latter I
seem slightly to overstate the case: since, " in the case of man at least,
it may be plausibly contended that the perfect discrimination of vocal
sound as to its quality or timbre and general level or height, even of
the rough and constantly shifting sound which seems to characterise
primitive speech, would involve an organ for the discrimination of
pitch "; and " among all gregarious and social species endowed with a
vocal organ . . . the structures supposed to be specially con-
cerned in the perception of musical quality would tend to be evolved
by natural selection". But he does not notice the important argument of
Mr. Spencer of which I have quoted some sentences, and which I have
never seen in any way answered. The argument is that ' as fast as
essential faculties multiply, and as fast as the number of organs that
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co-operate in any given function increases, indirect equilibration by
natural selection becomes less and less capable of producing specific
adaptations, and remains fully capable only of maintaining the general
fitness of constitution to conditions'; and again ' as fast as the number
of bodily and mental faculties increases, and as fast as the mainten-
ance of life comes to depend less on the amount of any one, and
more on the combined action of all, so fast does the production of
specialities of character by natural selection alone become difficult'. I
have given my reasons for holding that the delicate discrimination
both of colour and pitch must be referred to an epoch when this
argument would have its full strength. Speculation in those con-
veniently remote regions seems to me often scarcely to realise what it
is about, in invoking the whole machinery of natural selection for
minute changes of all sorts, at stages of development sufficiently ad-
vanced to make the invocation of the principle even for some very
decided improvement of a tingle organ decidedly unsafe.

EDMUWD GUBNHT.

ABB WB " CELL-AGGREGATES "t

In his address at the International Medical Congress, Professor
Huxley emphatically professed the biological doctrine known as the
Cell-theory. He declared it to " constitute a permanent acquisition
to physiological science "; and, very likely, there was not one among
his distinguished audience who did not echo this faith.

It is no wonder, then, that an undistinguished investigator should
find it rather hard to gain a calm and patient hearing, when his
solitary voice is raised against the unanimous verdict of the most
competent judges, from all parts of the civilised world. Indeed I
should despair of ever establishing the deeper view of life and organi-
sation, which, I believe, my studies have disclosed to me, if I were
not convinced that a more faithful interpretation of nature must
eventually displace a less faithful one. Leading biologists are naturally
so occupied with work of their own, that they can rarely find lime to
gauge the results of novel researches, especially when they tend to
give a new foundation to their science. However assured I may feel,
that competent experts—if such could be induced to take the trouble
to verify my researches—would, at last, be forced to giro their assent
to my conclusions, I have but little hope that this task will be under-
taken for some time yet. But, leaving my own doctrines for tha
present out of sight, I claim as a right from philosophical biologists,
however busy, a few moments' attention to the objections against
their own theory, which, after years of laborious preparation, I have
made known in this Journal (Noa. XVIL, XIX., and XX.), and in
the St. Thonwu?8 Hospital Reports for 1879. Disentangling the most
fundamental and obvious of these objections from all other matter, I
venture to assert, that in a very few minutes I can incontrovertiblj
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